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Chapter 1 




The Key Ingredient to Manga and 
Illustrations is Inking. 
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Hatching suggests flesh. 


The above was created using only 
various forms of hatching and solid 
blacks. This use of ink allowed me 
- to create a soft overall look, while 

Uniform, parallel, ruled lines projecting an intense atmosphere, 
create a shading, almost 
silhouette-like effect. 






tr?.v this version anticipating that I would use only various 
: — is of hatching and solid blacks for the final image. I rendered 
f«r subjects using powerful, heavy, modulated lines for silhouette 
-•K Jagged sound effect lettering allows for the creation of an 

”?"se mood. 


I drew this version anticipating that I would use screen tone for the 
final image. With the exception of the final panel, where perspective is 
stressed, the overall page is rendered primarily using fine, even lines. 
Since the final image will have a lighter feel, I used more simplified 
style of sound effect lettering. 


- ■ : ed drawing 
■ drawing) 


Realism -manga version: 

Here, I used hatching in the 
pupils and irises as well. The 
diagonal strokes used in the 
cheeks were carefully drawn. 


Screen tone version: 

I used fine, uniform 
lines, giving the 
composition a clean, 
light look. 


rr _ tone version: I filled in the pupils 
. m: so-id black and then attached 
neat tone. The diagonal strokes 
rt ' the cheeks are less concentrated 
- ; ■ rose in the realism -manga version. 



Inking Tools 
and Materials 

Pens 



Penholder mouth 
(Spring loaded) 


The nib inserts into 
the penholder. 



The nib is held 
securely up to 
this point. 


Change nibs: 

• when the nib becomes worn down. 

• when the tips start to spread. 


Penholders „ . , . 

....... . ..... Penholder mouth 

(Available in wood and plastic) (pi as tjc) 

Many artists feel that wooden 
penholders are less tiring on the hand. 


Ink Black ink, drafting ink, and India ink are those primarily used. 
If the ink becomes gummy, add water. 



Un m 


Black or drafting ink 


The advantage of 
drafting ink is that 
it dries quickly. 



Nibs become worn as they are 
used. Once your old nib tips 
become permanently spread, and 
you are no longer able to draw a 
crisp line, replace the old with a 
new nib. When inking characters, 
switch nibs about every 2 to 4 
sheets in the case of B4-sized 
paper (25.7 X 36.2 cm or approx. 
10" X 14 1/4"). 


While India ink does take 
longer to dry than drafting 
ink, it gives a "blacker" 
finish. 


India Ink 



Paper 


• ioc ed too much ink to the nib, 
~ . oe t or the ink jar's rim 
r~er.'. se you could end up with drops 
■y r- on you drawing). 


• B4 is the standard size for publication 
submissions. 

• Top quality paper (1 1 0 kg to 1 35 kg per 
1000 sheets or 121 lbs to 148.5 lbs per 
ream) or Kent paper is used. 

• Manga drawing paper with predrawn 
margin lines, which are available on the 
market, may also be used. 

• Use paper of a size that will allow a margin 
around the entire drawing. 

Note: since the manga process involves penciling 
an under drawing, inking, attaching tone, and other 
work, most artists use large, durable paper. 




Pen NibS The 3 Most Common Nibs: The Kabura-pen, the G-pen, and the Maru-pen 


For those with a light touch: The G-pen nib is flexible, 

making it somewhat 


For those with a heavy hand: 



difficult to control. 
However, it is capable of 
producing fine as well 
as thick strokes, 
allowing you to 
modulate your lines. 




For artists who have a light 
touch when using 
mechanical or regular pencils 
For those who do great clean 
up work with the eraser, not 
leaving a single extra mark 


those artists who often 
:reak their mechanical or 
-=gular pencil points 
-:r those who tend to 
aave lines even after 
meaning it up with the 
eraser 

\ 


For the technicians 



Maru-pen 

This nib allows you to 
create thicker lines than 
with the G-pen and finer 
lines than with the 
kabura-pen. 


' - _ aru-pen comes with its own 
: a, penholder. Holders of some 
- r .'acturers cannot be used with 
-- -ibs of others, so be careful to 
■ • orand names when 
; -'rasing. 



■ For those who regularly 
distinguish between values 
when drawing with a 
mechanical or regular pencil 
(i.e. those skilled in controlling 
the pressure applied to the pen) 


It is difficult to draw long 
lines with this nib. 
However, this is a suitable 
nib for those who build up 
contour lines using 
multiple short strokes. 









The Inking Process: Rotate the Paper 
While Inking 


Return the paper to its original position 
when inking the shoulders. Constantly 
rotate the paper to the most 
comfortable position when inking. An 
artist rarely inks an entire drawing 
without moving the paper. 


The paper is flipped 
to ink the hair. 


rder drawing 


Normally, artists start with the face contours 
and work from there, i — i 


Inking Theory: Common Lines 






□ Using Heavy and Fine Lines (Balancing Heavy and Light Areas) 




This is a delicate 
figure rendered 
entirely using fine 




Modulating Lines: Building up Lines to Produce a Satisfying Composition 


Building up those areas requiring heavier lines after first doing an even inking 



Inking is not something that has to be done in one fell swoop. 
Once you have done a simple first inking of the entire 
composition, go over it again, creating a balance between 
heavy and fine lines and gradually building up contours and 
silhouette lines using many short strokes. 





First inking 


I 


Build up contour and 
silhouette lines in the face 
and figure as well as crease 
lines and lines distinguishing 
body parts. 


Finished drawing 


.no?- x?<v"n; 







Mastering Hatching, Etc. 




Hatching basically consists of short, tapered lines drawn freehand. 

Longer versions become diagonal lines. Hatching adds spice to the inking 
job and is a finishing technique used in artwork. 

These strokes 
are a standard 

\ "ft technique artists 

Ilf IfiXv „ use to suggest 

T ^ ™ "blond hair." 




^ /mm/. 


The addition of 
these diagonal lines 
suggest a blush to 
? the cheek and help 
give the figure 
volume. 


Completed inking of contour, silhouette, 
and other major lines 


Drawing Tapered Lines 



Diagonal lines drawn 
with a downward stroke 
(Neck shadows, etc.) 




Diagonal lines are drawn in a 
direction perpendicular to that of 
the nib. Avoid pressing down on 
the pen. Use light, rapid strokes. 





Diagonal lines drawn with an 
upward stroke [Suggesting 
volume in the chest (flesh), etc.] 




Practical Application of Hatching 
and Diagonal Lines 

"hese are used for shading. The key 
is to focus on evoking volume in the . 
fgure and to draw strokes in the f 
e rection of the figure's "curves." ( 







Densely packed 
hatching is suited to 
suggesting masculine 





Chapter 2 


Making Characters Distinctive 




~~e 2 - new and front view are primarily used when the 
raracter makes his or her appearance on the scene or 
<* *e- re ir r A-ants to show the character's face. 






This view is effective 
when intending to give 
movement or variety to 
the composition, or give 
a character's depiction 
impact. 


Standard 3/4 view 


3 . Side View 

Often used for characters when 
soeaking alone or engaged in 
zonversation 


4. Moderate High Angl 

Primarily used in dialogue scenes 


5. Moderate Low Angie 


The main differences between this 
view and the standard 3/4 view and 
the points that you, the artist, must 
show the most care are the extent to 
which the crown is shown and the 
nose's angle. 























r moulders' and clavicles' contours 
e as the chest's shape take on 
■rent appearances in high angles 
«nen the figure is lying on its 







y*>' 
















5 Moderate Low Angle 


Regular angle 


Moderate high angle 



The axis is 
positioned about 
the same as in a 
face drawn at a 
moderately high 
angle. 


Establish the 
chin's depth. 


"am . upward 

:: - ~c mes are used 

: die upper 
: >er eyelids. 


The top half of the 
head occupies a 
smaller portion of 
the whole. 


The guideline for 
the eyes becomes 
an upward 
curving line. 


E 
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Back of the Head 


Depictions of characters from behind are 
essential in manga. If you are able to draw 
characters' heads from behind, the possibilities 
for dialogue scenes will expand dramatically. 


If you can draw this area 

Target area to include in a 

successfully, you can 

panel, trimmed as needed 

Given the variety in panel create a dialogue scene. 


shapes and margin sizes, 


the possibilities 


compositions are endless. 


Assorted Scenes of 


7 Characters Face-to-Face 

' ^ 






The Eyes are the Face's Key Feature. 


/jI\ . c 

tis figire. all 3 have been given 1 j 
e sane eyes, causing each A 

macks to lose her individuality and ^ 
a*.rc • rnoit to recognize the 
a-acBrs as dstinct. This is a 

r->-i:r for beginning artists. 


Close-ups of characters with identical eyes 

Jft'ti * m 




\ 
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- < -g Process 

- r:-Nng: Process for Rendering Eyes Using Primarily Hatching 



: ~ 2 T. with the upper eyelid. Draw 
curves while rotating the 
ize- n the direction easiest to 


33 M. 




- re outlines of the 

•a re re light 


Since these are light 
reflections, use as fine 


: -r :rs. Take care to 


■ i : rowing the iris a solid line as possible. 

■- ~:m becoming a 


2. Draw the upper eyelid. Build 
up strokes, keeping them at a 
comfortable, not overly long 
length. 


3. Draw the lower eyelid. Since 
you are using hatching to render 
the eye, make sure that the fine 
contour of the lower eyelid does 
not evolve into a single (solid) line. 
Use fine, connecting strokes. 



5. For the hatching inside the iris, 
use curved lines, maintaining an 
awareness of the iris's curved 
surface. 


am: ine 




. : t catching to finish off the 
re pupil. Build up light and 
,i rotating the paper in 
* - : -ection easiest to draw. 



When needed, add- 
for white highlights. 


8. Finished! 
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• Us rg Contour Lines: Process for Rendering Eyes Using Primarily Contour Lines 



1 . Draw the contour of the upper 
eyelid. (The paper often must be 
rotated to the direction easiest to 
draw.) 



Take care to prevent 
the contour from 
becoming overly 
thick. (If the drawing 
is small, then you 
may simply use a 
solid line.) 


Draw the contour 
so that both ends 
come to distinct 
points 


2. Draw the contour 
of the lower eyelid. 





The inside of the 
dotted lines denotes 
the actual pupil. 


Ensure that ear 
eyelash ends in 
a clear point. 


X 

This hatching 
gives the iris a 
sense of 
roundness. 


\ Add hatching at both corners of 
the eye. This creates the illusion 
that the upper and lower eyelids 
are connected. 


The key to 
drawing the iris 
outline is to use 
a uniform, heavy 

line. 


3. Draw the iris, pupil, 
and light reflections. 


4. Draw the eyelashes and the inside of 
the iris. X indicates which areas are to 
be filled with solid black. 


Use ultra fine lines 
for light reflection 
outlines. 

< 3 > 


5. Spotting Blacks and Hatching 


© 




If the eyelashes are rendered 
solely in solid black and end u 
with a rough, crude feel, add 
fine, individual lines separatee 
from the main lashes. 





Standard eyes Downward tilted eyes 




If you find your large, round eyes resemble 
standard or downward tilted eyes, use your 
ingenuity and adjust as follows: 

• Omit drawing the lower eyelid, 

• Make the irises extra dark, or 

adjust how you render the eye's interior, etc. 




_:v.a rz tilted eyes Standard eyes 

- .cl fine your almond-shaped eyes 
-as trot: upward tilted or standard eyes, 
jlc .os 'ce'.rty and adjust by narrowing 


Kv 

More large, round eyes 



More almond-shaped eyes 




Distinguishing Ages 


'sking Children Look Childlike 






:-r* Child with a Mature Face 


Child's face 

I 

l-l 

r 

../rrrx.l 

) 1 
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Somewhat Mature Child 

This face basically has the same shape 
contour as that of the mature face, but the 
features have been altered. 

• The eyelashes were omitted. 

• The eyes were enlarged. 

• The bridge of the nose was reduced. 


To draw a child's face, 
concentrate all of the facial 
features toward the lower 
half of the face. 


Child 

Here, the face's contour is different and 
the facial features 1 proportions have been 
adjusted. 

• The cheeks were made fuller. 

• The eyes' position was lowered. 

• The eyes were spaced farther apart. 

• The portion taken up by the upper part of 
the head was enlarged. 


Not good 

The presence of eyelashes 
and small eyes tend to 
detract from a childlike 
appearance. 
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C ^erences between Adult and Child Faces 

Adult's Face 


Child's Face 



Smallish eyes 


The nose should 
be made longish. 


Thinnish neck 



Big eyes 


The nose should 
be kept small 
and short. 


Thickish neck 


Position the eyes 
higher and make ^ 
them smaller than - 
you would for a 
child's face. (If 
you are using the- 
adult's face as 
your standard, 
then position the -■ 
eyes lower for a 
child character.) 



Short span 


Long span 



Draw the neck tilted 
and on the narrow- 
side. 


-Make the neck 
thick and 
relatively straight 
up and down. 


This figure shows 
-the 2 faces 
overlapping. Draw 
the child's feature 
from the nose 
downward jutting 
out somewhat to 
•gain a "childlike 
appearance. 




The upper part of 
the head occupies 
a lesser portion. 




* ww 
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Give the cheeks angular contours to 
:e*erate an adult" look. 


Give the cheeks roundish contours to 
create a "childlike" look. 


Drawing the 
^earlobes sligr 
larger and 
'rounder than 
those on the 
adult's create 
childlike look 



> : - : Jshing Youthful and Elderly Faces 


Give older male 
characters large, 
distinct nose bridges. 
The neck should be 
short and thick. 


The face 
occupies a 
greater portion 
of the head in 
older characters. 


rters in Aging Characters 


Reduce the size of the eyes and irises. 
Omit the eyelashes. 

Give the hair less volume. 


xng man's face 
: riandard (slightly 
: : ted) eyes, thick 
ws and hair, and 
set nose and 


Giving the eyes a 
downward tilt facilitate 
suggestion of mature or 
elderly character. 



Male vs. Female Faces 



Male and female characters share virtually the 
same eye, nose, mouth, and ear positioning. 


Female Character 


Give the hair a fine 
and supple appearance 


Avoid making the 
eyebrows thick. 


Androgynous face 


Be conscious of 
using thick lines 
for the hair. 


Draw thick, clearly 
delineated eyebrows. 


Keep the lips 
simple: just add 
a shadow. 


Jse angular lines for 
re 3ce s contour. 

- ne neck is thick. 


Include the 
eyelashes. 


Use curved lines 
for the cheeks. 





. \ing a Character That Feminine Touch Designing a Character 
1 That Looks Feminine 


1 1 

1 i 



Enlarge the eyes. 
Darken the eyelashes. 
Move the neck contour 
inward, and draw the 
neck long and thin. 


= « ng a Guy Look Like More a Guy 



• Reduce the size of the irises. 

• Make the neck thicker. 


> Accentuate the 
eyelashes and lips. 
» Use more detail in 
the hair. 





Designing a Character 
That Looks Masculine 



■ Use a heavy line for 
the face's contour and 
thicken the eyebrows. 

■ Accentuate the bridge * 
of the nose. 



■*e =ace Contour 



A female character's \ 
facial contour can also 
be applied to a male 
character's face. 


Angular, bony facial 
contours are not 
usually used with 
female faces. 



Male Face Types 
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Pointers in Drawing Cute 
Female Characters 









in 





The Basics of the Human Figure 

Making Effective Use of Even and Tapered Lines 


The Male Form 

Accentuating the muscular 
nature will allow you to suggest 
the hardness of the male 
tody, so use even lines [ , 
at the beginning of \ ( s| 
shoulder blade and 
■ p bone contours. 


Draw a downward, tapered \ 
*e cutting ever so slightly 
inward. This subtle touch 
: accentuate the figure's 
muscular look, generating 
a sense of manliness. In 
contrast, use smooth, 
unbroken lines for a female 
ngure's contours^r—^ 


Here we see a 
waist-to-hip contour 
used for a female 
figure. 



Use a tapered line for the 
point where the shoulder 
joins the neck, since it 
also marks the swell of 
the muscle. 


The bony shape of the elbow 
is discernible. Use both even 
and tapered lines when 
drawing a male character in 
order to achieve a rugged, 
craggy appearance. 


While the suit jacket is 
roomy, undulations form 
owing to protrusions j 
and recesses in the 1 
body, such as the l 
shoulder blade, waist, 1 
and elbows. ^ 




\\ \ vH 

X\ 1 1 

f / A 


\# f 


/< / u 


Bunching formed by the 
loose trouser fabric. 




~ne Female Form 






i 'ce these are inward- 
— ng wrinkles, use j 
veered lines. 


Use a tapered line 
where the swell of the 
breast begins, since the 
breast does constitute a 
natural mound of flesh. 




-er we see a tapered 
■ : even strokes used 
:e~er to suggest the 
: created by the bent 
Since the folded 
- : ' s concentrated in 
■ward direction, the 
stroke is the main 



Even strokes are used 
here to delineate the 
start of the toes on the 
top of the foot, while 
tapered strokes are 
used for the underside. 


h , , MT! 


O 


These diagonal strokes 
are not used with 
nudes. They appear 
here to suggest the 
roundness of the 
blouse's shoulder. Use 
even lines. 



Use rounded, diagonal 
lines to suggest the 
bulge of the kneecap 
underneath jeans or 
snugly fitting pants. 


This shading, used for the 
underside of a teg ciac in 
tightly fitting jeans, s re 
same as that used it a 
nude figure. 
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TKing the Figure: Using the Different Lines Appropriately ) 

Pointers in Thickening (Darkening) Lines 


Making the line heavier in strategic locations 
will generate a sense of volume and 
presence. 


Juncture where the 
underarm and other 
tines overlap 


Inside of the neckband and 
gap between the collar and 
neck 




Deep fold in the blouse 
occurs here 


Shadow forming 
as air moves 
under the cloth 


This figure was drawn using a 
uniform line thickness. While this 
is acceptable when designing a 
character or when producing 
anime genga (drawings of key 
action scenes), in the case of 
manga , it makes for an 
unimpressive product. 


Line Modulation 



When emphasizing 
form, use an even 
line. 


Use a modulated line when 
intending to accentuate softness 
or a sense of volume. 



Us hgue was 
srxJjced using 
sote'i eves' 
unaodUbted 
ires 


Here, portions of lines have been 
modulated by building them up 
using a dip or technical pen. 






Creating a Sense of Volume: Shading 






Under drawing 


Inked drawing 


Hatched drawing 


Screen tone finish (Screen tone was eng nai 
developed as an alternative for tech ng an: 
cross-hatching) 





- : agonal lines 
: . :gest the 

- rc s texture. 
Abaters, use 







teavy lines 
c accentuate 
~ - nest, waist, 
i-c h os. 


Use a gently 
sloping curve 
from the hip 
to the thigh. 


•faxe extensive 
. m of diagonal 
•as and solid 
Backs to 
xderscore the 
: -cast of the 
■ cure's hills 
rd valleys. 


"•ese diagonal lines 
: -ading) on and 
xcemeath the 
■est emphasize the 
a 1 of the breasts. 


.sing Lines to Reinforce Body Types 

• Emphasizing Curves 


• Drawing Slim Figures 

Use as unmodulated 
lines as possible for 
the figure's contours. 


Use a kabura or 
maru-pen. 


Use a G-pen to 
build up lines. 


Drawing the Back 


Back rendered 
in simple lines 


Back with 
dips and rises 
emphasized , 






Distinguishing Female Body Types^ ) 


Average Build 


Slender Build 


Athletic Build 



Egg 

■(« if- 





-ics moer man the 
tncuoem raracterize 
mis :or. r.ce 



Draw cherubically 
chubby fingers gently 
tapering from knuckle 
to fingertip. 



The shoulders and hips 
have approximately the 
same width. 



Give this figure wider 
shoulders than hips. 


Key Feature in the Side View: The Posterior Take care with thickness of the arms and wrists and the shape 

of the calves. 


Average Build 
Structural Diagram 



The waist does 
not taper, and 



Slender Build 
Structural Diagram 

'n iKW 



The shoulder and back 
of the posterior can be 



Athletic Build 
Structural Diagram 


Swell of a gently 
curving contour 




Relatively 

straight 



/ the posterior 

/ connected by an almost 


protrudes. 

perfectly straight line. 

( 

/ 

1 

' j Thick \ 

Slender 

\ 

\ 

\ 1 

r*A \ 
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Since the shoulders 
and chest are 
muscularly developed, 
the posterior ends 
further inward. 



A 


( Muscular 


K\ 
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«£> Feature in the Rear View: 
'-e Shoulder Blade 


The athletic build 
is muscularly 







Distinguishing Male and Female Figures ) 


Broaden the 
shoulders of male 
characters. The hips 
should be narrower 
than the shoulders. 


As men and woman have different skin 
and skeletal structures, care should be 
taken with the figures' silhouettes. 


The hips of a 
female character 
should be as wide 
or wider than the 
shoulders. 

The neck is long 
and slender. 



While brawny 
male characters 
do have beefy 
thighs, the thigh 
should never have 
more girth than 
the waist. 


Accentuating the 
calf muscles 
creates a robust 
look. 



Adding lines to the 
knees to suggest 
the kneecap evokes 
a rugged appearance 


The torso of a male figure is 
thicker than that of a female. 

The arm is slender and graceful. 

The waist is trim and may be drawn 
with the same girth as that of the 
fattest part of the thigh. 


Depiction of musculature and skeletal 
structure is often omitted from a 
female figure's arms, stomach, knees, 
and legs. 






















Feminine Feet 






Waking Up 

Showing Characters Moving (Scene Design and Portrayal) 


The 3 key Elemants 
in a Character Walking 



The character 
asleeD. 



The eyes open. 



The character 



Scenes of a character waking 

are among the most common in manga. 



The first page of a manga will often include an 
establishing panel showing the sun rising as its 
initial panel, indicating that the scene takes place 
at dawn or in the morning. 

Notes 

• Shifting angles and movements are also 
included in these key elements. 

• Facial expressions and body language help 
illustrate the character's personality. 





1 The Character Asleep. 

• .’.’-a: sort of expression does she 
•ear when sleeping? 

• - : . tees sr* * appear when asleep? 

• v er? arc ,<r~- is she sleeping? 


2. The Eyes Open. 

• Does she wake up immediately? 

Or, is she groggy and grumpy? 

• In which direction does she sleep? 

• Under what circumstances does she 
awaken? What is her personality? 

These points tie into the next element, 
where the character rises, 


3. The Character Rises. 

• Is she reluctant to get out of bed? 

• Is she cheerful and alert? 

• Does she hop out of bed? 

• Contrast the character's appearance 
waking with her appearance sleeping. 

These allow you to portray the character's 
personality. 





Compositional Samples 
or a Character Waking 


--"'m). Rrrrrin q\ 





pt 
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In most cases, manga artists have no leeway in allocating scenes of a 
character waking to a significant number of pages. Such scenes function 
as an introductory scene for the protagonist or an incident within the story 
portraying the personality or private life of the protagonist. Scenes like 
these do not usually extend beyond one page. 

A Leisurely 
Wake-up 

I Here we have a 

— L-i-JLl 1 L peaceful, everyday 

jJia X scene. The first two 

panels may be 
condensed into one 

l — — — by omitting the first 

r \. panel, which 

]\ portrays "sunlight" 

or "^e sky" and 

I ~ — — " \ combining it with the 

Z'T IV — I second panel to 

\ jj fn \ \ show sunlight falling 

\A W on the character. 




^ge with the Sleeping Figure Emphasized 

' -en emphasizing the sleeping figure, the scene is 
_3_ally drawn up to the character opening her eyes, 
m e the panel of her rising is omitted. 
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Chapter 3 


Facial Expressions 




r 


Drawing Any Expression 

I m OflinohlA Using the Eyebrows to Portray 
II 1 1 a y 1 1 1 d U I C Facial Expressions 


Manipulating the Eyebrows 




■ »• ■ ■ . ;• 


\ 




Sorrow, Pity 


Portraying facial expressions by 
manipulating solely the eyebrows: C 





i 



When the eyebrows are left the same, and 
the other facial features are manipulated: 



■ 






--ger, Concern 


Sorrow, Pity 


jsing the Eyebrows to Portray Emotion: 
-oy/Pleasure Anger, Sorrow/Pity, Surprise 

jo* Pleasure 


"Joy, anger, pity, and pleasure" are generally regarded in Japan as 
the 4 basic emotions. However, there is not much difference between 
"joy" and "pleasure" when rendered visually. Consequently, I tacked 
on the much-used-in-manga emotion of "surprise." 


Mouth Movements: 

Depicting Basic Vowel Sounds 


Tie following are the most common shapes taken by the mouth when expressing a 
character's emotional state. They are essential to portraying a character full of life. 


3/4 View 


Front View 


Side View 


j 

1 

o 

1 


o 

// 


Rendering the Mouth's Interior 



Creepy and Sinister Mouths: Using Realistic Portrayals of Half Smiles 



In reality, the teeth become visible even with the mouth 
open just a little. Showing the teeth indiscriminately in 
manga will give your character a creepy or sinister 
appearance. Consequently, the teeth are rarely shown. 




The mouth's interior is typically 
dark. However, blackening the 
mouth's interior or drawing 
each tooth faithfully could 
easily cause your drawing to 
have an unsettling feel -unless 
you are working in a realism 
manga framework. 




Revealing the Teeth: 

Exaggeration through Realistic Portrayal 


Here we see a relatively nonstylized, 
realistic portrayal. The teeth are 
rendered as a solid row rather than 
individually. 





To shout, the mouth opens widely, 
exposing the bottom teeth and tongue. 
Use simple lines to render them. 


Here we see another shouting 
mouth. A large expanse of the 
lower jaw is visible. 


When the mouth 
is wide open, the 
inside flesh of the 
cheek swells. 


-ere, a center line has been added to the 
rogue, heightening the realism. Since the 
nouth is wide open, the canines are 
sible. The canines are often exaggerated 
-men drawing vampires and demons. 




The key is to leave a small space between the 
contour for the molars and that for the front row 
of teeth. This will also give the molars their 
distinctive thickness. 



Here the mouth is open to the extent possible in 
a full-throttle yell. The upper jaw, which is in 
fact stable, appears as if it could move, causing 
wrinkles to form at the sides of the nose, on the 
cheeks, and under the eyes. Furrows develop on 
the brow. 



Mouth with molars 
given thickness 


Here we see a mouth open in full 
shout with the front teeth, the 
canines, and the molars faithfully 
rendered. The tongue has been 
abstracted and diagonal strokes 
used for the throat's dark interior, 
resulting in a powerful image. 
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Theatrical Eyes 


Standard eye The upper and Normally, when the eye When the eye is squeezed 

lower eyelids move is closed, the eyelashes shut, the eyelashes take on an 
both up and down, form a downward curve, upward curve, and creases 

form around the eye. 

^Changing the Size of the Eyes for Emotion Portrayal) 

Wide open eyes 

/ /////// \ in mi //// \\\v //// //A # AW 





Half-closed eyes 

/ 



^ 22 ? 



r- 


Manga - style facial 
expression 




'ft ft 


Droopy eyes 


A 


Dramatic Portrayals: Mouth and Eye 
Combinations 

— -.i '/ - — - i '/ /s^ — - 

i r if 


D $ ^ ^ 

: j'card eye Half-closed eye Normally closed eye Eye squeezed shut 


< arious Expressions with the Eyes Closed 

.-jghing/smiling 

Yc " 


'a % \ "c, % 


<SL 


Adjusting the shape or position of the mouth 
allows for a variety of facial expressions, even 
when paired with the same eyes and eyebrows 



normal state ■ 

*'r. 




fif/4 




£ ^ 



( 


,0 ^ 


: .ss squeezed shut 


t 


m 


B 



( Uses of Showing the Eyes Closed) 


Maintaining the face in the same direction and at the 
same angle but changing the hair and the background 
makes this face adaptable to any number of scenes. 
















Adjusting the Size of the Eyes 
Showing One Eye Slightly Closed 








Irwwc Tears 





As tears are a liquid, using 
an elliptical shape creates 
the look of tears brimming 
over. Use a broken line for 
the tear's contours. 



Since the lower eyelid 
is being seen through 
the tear (liquid), render 
it using a finer line. 



When drawing 
streaming tears, 
imagine water falling 
along a surface. Use 
a gentle arc following 
the cheek's curved 
surface. 


Stylized Tears: Assorted Crying Faces 



1 02 
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• Express tension, unease, and the depth of emotion 

• Can be used in dramatic as well as humorous situations 


I 







7 








Messy hair 


Horns, fangs, and 
lightening bolts 


Draw a smaller version when creating a close-up 
of a character rendered realistically. 



Using the Mouth to 
Show Emotion 


Short a 


Long e 



no 





Short e 


Long 


i 
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Chapter 4 


Manga Miscellaneous 



Creating Key Images and 
Character Entrance Scenes j 

When drawing key images and 
character entrance scenes, do not 
just simply make your subject 
large, but rather draw a pose, 
showing the character leaning 
against an object. The image will 
carry even more impact if you 
keep vague against exactly what 
the character is leaning. 





The key is to draw the 
character so that her 
back (back of the neck) 
and left foot follow the 
same line as they rest 
against the wall. 


These points he 
on the same 
line. 


Under drawing 


Ink drawing 






‘oer drawing 


Character resting her 
elbows on a table 


Character leaning against 
the panel frame 




Character leaning against a pillar 

' \jk\ \> \ 

. j kv 

li m X 


{ If VA \ 

‘ J 

Character leaning out 

Under drawing 

beyond the panel frame 








Perspective 
reference drawing 


This composition \ 
frequently appears in \ 
acceleration" scenes. \ 
Draw the composition 
'Tjm a relatively low 
angle: omit car windows 
and other interior 
■‘eatures. filling in the \ 

otar* space instead with \ 

sceed nes and the like. 


This is a typical car-driving 
shot. Key points are the 
partially visible steering wheel 
and seatbelt, and the window 
frame on the opposite side of 
the car. 


Here, the steering wheel is contrasted with the hands. Pay attention 
to the steering wheel's diameter and thickness and take care that 
the wheel does not become too thin. 



Special effect lines are drawn 
in this direction. Use straight 
or curved lines to match the 
scene or purpose of the 
drawing. 







When Both a Driver and Passenger Are Present 


Normally in a car, 
x there would be 
enough space (sense 

1 of distance) between 

the 2 characters to 
fit another figure. 


Perspective 
reference drawing 
of the passenger/ 
side /A 


Passenger 


Overhead perspective drawings 
of the cars and passengers 








Suggesting Movement Using 
a Single Panel: Glancing Back 


Taking Notice and Glancing Back 




Here, rather than showing physical I L/C'L > 

movement, only the gaze is shifting. / II £ V\ As th f 

Repetition of similar cuts would result / ( ? 1 / 1|\ facing c 

in bland manga; however, since /// \ I (]\\ move mi 

compositions like this do seem to — ' " ‘ — a — • Ar \ /ij — 1 __Oj compos 

carry significance, artists tend to lure combin'; 

themselves into thinking they are for 

showing movement. This is a common "lookinc 

trap for beginning artists. 

* The Most Common Ingredient of "Taking Notice" and "Looking Back": Showing the Back and Face 


Moderately high angle 


Dashes are a 
standard means of 
indicating "taking 
notice." 


As the face and body are 
facing different directions, 
movement is given to the 
composition. This 
combination is used both 
for "taking notice" and 
"looking back." 




The Gaze and Flow of the Hair Evoke a Sense of Movement 
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Using a finer line for the horizon Using a finer line for the horizon than for Reducing the concentration of diagonal strokes used 

than for the figure will generate a the figure will generate a sense of depth. for shading in the gossamer lace will give a sense of 

sense of depth. volume to the "closer" lace. 


Penning Techniques 
That Create Depth « 


Give you compositions depth by 
contrasting light and shadow 
and modulating edges. 








^Tiese wind lines, not visible in actuality, are used to create a sense of the "air's 
rensity" or speed. The lines can be rendered in various forms, be it straight or 
curved. Here, sweeping arcs are used to suggest air swirling. Having the wind 
mes become finer as they wrap around toward the back of the figure allows the 
mes themselves to give the composition a sense of depth. 
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Water Droplets The key point here is the contrast between the sizes of the water 

droplets and splash. In the foreground, a large wave and a large 
splash of water appear in the foreground to suggest "proximity." 
The tiny circle centered at the woman's face is in fact a water 
droplet. The contrast between the small water droplets and the 
large splash create a sense of space and depth. 



"be contrast between black, white, and greys form the water's surface. Hatching was used for the greys. 

- «,e> point is the shapes used for the mosaic water pattern formed by reflected light. Since this is still 
a fcjiid surface, geometric patterns drawn using curved lines were used to suggest the waves' undulations. 
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Making Corrections 


- te Paint Diluted with Water: Water-based White Paint 


Brushes for use 
with white paint 





White poster paint 


Misnon W-20 
SI£) For use with 
V permanent ink 




Place some paint 
in a small dish. 


Clean up lines sticking beyond boundaries, etc. 


Clean-up target 




Misnon comes 
equipped with a 
brush attached to 
the cap. This 
brush is NOT 
suited to detailed 
work. 

Note: Too much water 
can cause the paint 
^s. to become too dilute. 


Use fine brushes like a 
mensofude (thin brush used to 
render facial features) or a 
hakkei (ultra-fine mensofude ). 




Add water. 



Area not requiring 4 

correction not rub 

Using White for Special Effects: Adding Highlights to Eyes 


Go over the area with 
quick brush strokes. Do 
not rub the paper. 


Cleaned-up image 



Create tiny dots by 
tapping with a brush. 



Mix well. 

• As water-based white 
paints age, they begin to 
dry out and become 
difficult to apply. 

• The Misnon brand uses a 
special liquid that easily 
damages the brush. 

*0nce you have finished 
using the paint, wash the 
brush well. 

• Mistakes made with 
water-based technical 
pens and felt-tip pens are 
difficult to correct. 

‘Use an oil-based 
product to correct water- 
based materials. 


M V 


use 



After/Final image 


»e- 


*0il-based products consist of correction pens, white ink pens, and liquid paper. 
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Artist's Profile 


Hikaru Hayashi 

1961 Bom in Tokyo. 

1986 Graduated with a degree in the Social Sciences and Humanities from Tokyo Metropolitan University 
with a major in Philosophy. 

1987 Received a hortative award and honorable mention for his work on Shueisha Inc.'s Business Jump and served as 
assistant to Hajime Furukawa. 

1989 Worked on Shueisha's Shukan Young Jump while apprenticing under Noriyoshi Inoue. 

1 992 Published his debut work based on a true story, "Aja Kongu Monogatart' ["The Story of Aja Kong"] in Bear's Club. 

1 997 Founded the manga design and production studio, Go office. Produced illustrations for the works Butsuzo ni ai ni iko [on 
the appreciation of Buddhist sculpture] by Hiromichi Fukushima (published by Tokyo Bijutsu Inc.) 

1 998 Authored How to Draw Manga: Female Characters , How to Draw Manga: Male Characters , How to Draw Manga: Couples, 
and How to Draw Manga: Illustrating Battles. 

1 999 Authored How to Draw Manga: Bishoujo around the World, How to Draw Manga: Bishoujo/Pretty Girls, How to Draw 
Manga: Occult and Horror, and How to Draw Manga: More about Pretty Glas ; promoted, produced, and wrote the manga 
copy for Koki Ishii's Kokuhatsu manga riken retto (book on the wasteful spending of Japanese politicians), published by 
Nesco Co., Ltd.; and produced the corporate identity mascot character for Taiyo Group driving school. 

2000 Authored How to Draw Manga: Animals ; produced and initiated the release of Bishoujo Fighting, a dojinshi (fanzine or 
small press comic) for pro wrestling fans under the name of Meto (a fanzine specializing in woman's wrestling and cat 
fight videos, published biannually when matches occur; fifth issue on sale as of 2002). 

2001 Coauthored How to Draw Manga: Martial Arts and Combat Sports, How to Draw Manga: Giant Robots, and How to Draw 
Manga: Costume Encyclopedia, Everyday Fashion. 

2002 Coauthored More How to Draw Manga I lot. 1 and How to Draw Manga: Costume Encyclopedia, Intimate Apparel, 
published by Graphic-sha. Mr. Hayashi continues the planning and production of original Go Office fanzines. 

Rio Yagizawa 

Ms. Yagizawa was born in Tokyo on January 8. She is a Capricorn with an A blood type. She first started doodling in pencil in 
nursery school and made her first attempt at drawing manga in pen during the fifth grade. In junior high, she began to produce 
doujinshi type manga works with friends from upper grades and in her class. 

In 1981 she debuted as an illustrator with Minori Shobo's monthly publication, Gekkan OUT. She acted as an illustrator, an 
aniparo (animation parody) and manga artist, an anime writer, etc., contributing illustrations to Minori Shobo's Aniparo Comics, 
Akita Publishing's My Anime, Tokuma Shoten's Animage, etc. 

In 1986 she debuted as a full-fledged manga artist in Kobunsha's Comic Val. Since then, she has contributed series and single 
publication works to Kobusha's Pretty, as well as cover and page illustrations for paperback editions targeted toward young 
readers published by Seishinsha, Kadokawa Shoten, Shogakkan, and other publishers, She has authored 9 manga volumes and 
illustrated more than 25 paperback books. 

In 1998 she began to participate on the production side with Graphic-sha and Go Office, starting with How to Draw Manga: 
Couples and continues such efforts today. 


Go Office Profile 

Go Office was founded in May 1997 and has been specialzing in the production of tutorial resources using manga and 
illustrations, which include publications on How to Draw Manga series. 
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